The round mirror has no handle but is small enough to fit comfortably in one hand. It is backed by a very thin sheet of bronze which has been worked in repousse and gilded.3 The outer edge of the bronze is raised to form a simple convex band one centimeter wide; within this frame the group of three Graces stands out in low relief.
first designed for a work of sculpture or a painting, but the carefully calculated, friezelike composition is typical of classicizing art of the late Hellenistic period. Instantly recognizable, despite numerous minor variations, this compositional device soon became the canonic formula for depicting the Graces, appearing in every medium and on every possible kind of object. ' The three Graces appear frequently in a funerary context. Most notably, we know of twenty-five marble sarcophagi that feature the group in relief in the center of the long side.25 Rodenwaldt has argued that they serve here as a substitute for the scene of a married couple clasping hands, with Concordia, so frequently found on sarcophagi, in the background.26 This interpretation is probably too restrictive to apply to all representations connected with burials; sometimes the Graces may symbolize the beauty of the deceased or simply be potent emblems of all that is desired for life beyond the grave.27
The famous nude group was occasionally adapted for representations of nymphs, divinities with whom the Graces had much in common. They are usually differentiated from the Graces by the addition of drapery and attributes that suggest fresh, running water. 28 Of the eleven Roman relief mirrors with representations of the three Graces, nine, including the Museum's new acquisition, are so similar that they must derive Not only hair and drapery but also the choice of vessels next to the Graces is unusual. All three-dimensional representations of the group include vases as supports, but they are omitted on paintings and mosaics and on many reliefs. With the exception of one marble group from Cyrene, which has roughly formed vases that may be hydriai or kraters,42 the vases are tall, fusiform unguentaria.43 Since such forms would have been too slender to fill the empty space on either side of the figures on the mirror, large, decorative vessels on pedestals were used instead-on the left an oinochoe, on the right a volute krater. The krater is striated to suggest the strigil design frequently found on marble volute kraters and calyx kraters."
Although all of the mirror reliefs representing the Graces derive from the same design, they differ in details. The relief decoration of mirrors of this type was produced by the repousse technique. A thin, bronze disk was first hammered into a metal or stone matrix, in which It is virtually impossible to ascertain whether two reliefs with the same subject were produced in the same matrix unless one can study the original pieces and actually examine their backs. Nevertheless, in at least two cases, the reliefs on mirrors of this class are so similar that the question of such a relationship can be raised. Gisela Zahlhaas has already pointed out two specific mirrors with representations of three goddesses that must have been formed in the same matrix.4 Parts of the Museum's relief showing the Rape of Europa (Figure 17) correspond so closely with a relief of the same subject in Oxford ( Figure I8 ) that the matrices can be presumed to be related.49 Each of the nine reliefs that show vessels next to the three Graces and drapery on the central figure (Numbers 1-9, Figures I-Io) The dating of such matrix-formed decorations is extremely difficult. Whenever possible, it is best approached through study of iconographic motifs rather than through detailed stylistic analysis. Parallels for all the unusual iconographic features of the reliefs with three Graces can be found in classicizing art of the midsecond century after Christ. Moreover, at that time, the group may well have been particularly popular owing to its association with marriage in official imperial art. Zahlhaas and Vermeule dated these mirrors to the first half of the second century after Christ;50 the series may have been produced slightly later, around the middle of the century.
The hazards of relying too heavily on stylistic analysis in dating works of this type can be seen in the case of the two mirrors with reliefs of the Rape of Europa (Figures 17, I8 ). They must have been made at approximately the same time since, as noted above, the matrices appear to be closely related. The New York example was unknown when Zahlhaas made her study. On the basis of style, she dated the Oxford version to the first half of the third century because the forms are strongly plastic while contours are not clearly defined, and the tree and water appear animated with a baroque movement and expressiveness associated particularly with art of the third century. The treatment of form in the New York relief, however, is no different from that on other mirrors that she dates to the second century; the Graces on the mirror in Raleigh (No. 3, Figure 4) offer a good parallel. In contrast to the Oxford version, outer contours on the Metropolitan Museum's mirror with Europa are very sharply defined; indeed, they are emphasized with engraved lines made on the front with a tracing wheel. Any difference in the treatment of form between the two renditions of the Rape of Europa can best be explained by circumstances of manufacture as well as of preservation. The impression of movement in the two versions is appropriate to the subject and caused by the juxtaposition of several conventional motifs which are treated in a perfectly conventional way. Parallels for the rendition of the tree set against a curving edge can be found in another relief mirror dated by Zahlhaas to the second century as well as in medallions of Marcus Aurelius and of Lucius Verus.51 Likewise, the waves in the exergue of the Oxford version are conventional; water is indicated in exactly the same way on two medallions of Marcus Aurelius.52 There is no justification for dating the two mirrors with the Rape of Europa some fifty years later than the mirrors with the Graces. Indeed, all the Roman relief mirrors of this class are so similar that they were probably produced within a relatively short period of time in the second century after Christ.
The method of manufacture-multiple examples of matrix-formed reliefs with little chasing or finishing-suggests that these mirrors were rather ordinary products, raised above the commonplace primarily by their gilding. Yet, though most of the scenes on the back follow long-established norms, some show unusual, even unique subjects,53 and all are enlivened through new combinations of existing elements drawn from the vast repertoire of classicizing motifs. No subject was better suited to decorate a mirror than the three Graces, and the fact that different matrices can be presumed for each of the preserved reliefs testifies to the great popularity of the design. Emblems of beauty, fertility, and conjugal harmony, the enlaced figures also please in their cool, mannered grace.
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